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10 + 2 : 12 AMERICAN TEXT SOUND PIECES 

1. just 0972) 4:30 8. Speech Songs (1973—excerpt: 

Charles Amirkhanian No. 2. He Destroyed Her Image) 

Charles Dodge 

2:00 

2. Heavy Aspirations (1973) 

Charles Amirkhanian 

5:58 

9. In Sara, Mencken, Christ and 3:53 

Beethoven There Were Men and 

3. Preface (1968—excerpt) 5:41 Women (1972-73—excerpt) 

Clark Coolidge Robert Ashley 

4. 62 Mesostics Re Merce 6:18 10. Torero Piece (1973—excerpt) 3:44 

Cunningham (1971) Beth Anderson 

John Cage Gack Briece, vocalist) 

11. Come to Free the Words 0962) 3:28 

5. Give It to Me. Baby (1967) 5:34 Brion Gysin 

John Giorno 

12. Border Dissolve in Audiospace 12:43 

6. The Population Explosion (1969) 4:33 (1970) 

Anthony Gnazzo Liam O’Gallagher 

7. Speech Songs (1973—excerpt: 13. crickets 0965) 3:20 

No. 1. When 1 Am with You;) 1:35 Aram Saroyan 

Charles Dodge 

Total Time 64:31 
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Sound poems or text-sound 
compositions are basically a 

cross-fertilization of the traditional arts of 
music and poetry. When Raoul Hausmann 
and Kurt Schwitters, two visual artists, 
began to give public readings of their 
abstract and nonsensical poems in the 
period following the First World War, 
an entirely new area of art activity was 
stimulated. Like the collage in visual art, 
this merging of pure sound with language 
continues today not so much as a “school” 
of art activity but as a very particular 
medium identified as TEXT-SOUND 
COMPOSITION. 

The availability of the magnetic 
tape recorder (about 1950) and of various 
electronic devices (about 1955) to 
modulate natural sound sources, including 
the voice, has both widened the range 
of possibilities begun with Schwitters 
and Hausmann, and also fostered the 
participation of artists from many different 
disciplines in this genre. 

What distinguishes a text-sound 
piece (or poesie sonore, verbosonie, 
sound poetry, et al — there are many 
names for it) from a reading by William 
Carlos Williams of one of his poems? 
Williams’ poem can exist effectively in 
either a written form or as a recited poem. 

But the Ursonate of Kurt Schwitters, 
John Cage’s 62 Mesostics Re Merce 
Cunningham, or Mr. Smith in Rhodesia 
by the Swedish writer, Ake Hodell, can 
exist only as sound objects. There may 
be written notations available which give 
instructions for a realization of the work, 
but the work does not exist until, like a 
play or a musical work, it is sound. 

Here is a music composed from 
speaking, not singing. Here also is a 
poetry which extends our notion of the 
traditional “reading.” From the pre-lingual 
cries of John Cage’s Mesostics to the 
post-lingual vocal gymnastic of Charles 
Dodge’s computer-synthesized speech 
songs, this album represents the first disc 
to anthologize text-sound pieces by U.S. 
composers, poets, and visual artists — a 
tour de force of invention, wit, beauty, 
and stereophonic sound engineering. 

— Charles Amirkhanian, 1974 

'Other Minds, Inc. 

333 Valencia Street #303 

San Francisco, CA 94103-3552 U.S.A. 

Tel 415.934.8134 Fax 415.934.8136 

otherminds@otherminds.org 

www.otherminds.org 

www.radiOM.org 
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PREFACE TO THE CD REISSUE OF 10 + 2 

At the time of its release in early 1975, unpitched speech was not taken for granted 
as musical material by composers, nor was there a widespread movement of sound 
poetry in the U.S. This now-legendary anthology, therefore, was a novelty and for 
some an inspiring revelation. Long prized by collectors (it has been out-of-print 
since 1984), this album of sound art made of spoken words inspired a burst of re¬ 
lated activity during the decade of its circulation. A younger generation of Ameri¬ 
can composers and poets began to adopt speech music, pre-dating rap, poetry 
slams, or even the storied emergence of performance artist Laurie Anderson. 

For each of the participants on this CD, the inspiration and permission to work in 
this medium came from entirely different sources. But the idea was in the air, and 
before the Seventies came to an end, the U.S. was filled with composers, poets, 
visual artists, performance artists, choreographers and others, enthusiastically em¬ 
bracing concepts that took root with the Dada experiments of Tzara, Hausmann 
and Schwitters in Europe half a century earlier. 

Thirty years after its first appearance. Other Minds is pleased to present the first 
CD version of 10 + 2. The original version on LP was only the second album (in a 
series of about 50) released on the now-defunct 1 750 Arch Records label, founded 
by Thomas Buckner in Berkeley, CA. 

Some very minor changes might be noticed in comparison to the 1975 LP. 
(1)The compositions of Anthony Gnazzo and Aram Saroyan, comprising repeated 
words, originally were recorded in “lock grooves” at the ends of the LP’s sides A 
& B. The phonograph stylus therefore would “catch” at the end of each side and 
the words would repeat indefinitely until the needle physically was removed from 
the disc. For the CD reissue, with the blessings of the two artists, I have included 

extended loops of each work to recreate the spirit of the original infinite loop. 
The listener might choose to grab the remote control and jump to another track or 
listen to the entire selection, depending on the need of the moment. But recreating 
a lock groove on a CD is not the practical, if little used, option it was in the LP era. 
(2) The two parts of Speech Songs by Charles Dodge have been given separate 
index numbers, increasing the number of apparent compositions to 10 -i- 3. In the 
original LP format, one band was provided for the two short pieces that actually 
are excerpted from the original four-movement work. (3) Slight revereration has 
been added to tracks 1 and 4. 

The biographies of the artists and the list of references at the conclusion of these 
notes are, of course, dated by 30 years, but intentionally are left as they were for 
historical purposes. Unfortunately most of the reference works recommended 
no longer are available. But a Master’s Thesis from San Jose State University 
entitled History of the Development and Techniques of Sound Poetry in the 
Twentieth Century in Western Culture by Stephen Cranston Ruppenthal, San Jose 
State University Department of Music, 1975, supplements the information in our 
program notes and places the compositions heard here in their global context. 

Our thanks to the Aaron Copland Fund for Music for its generous support in this 
reissue endeavor and to the artist participants, all but one of whom, Brion Gysin, 
still are living and creating their unique work as of this date. 

Charles Amirkhanian 
San Francisco 

October 21,2003 



CHARLES AMIRKHANIAN 

Just (1972) Heavy Aspirations (1973) 

Composer, poet, and percussionist 
Charles Amirkhanian is one of the 

leading practitioners of text-sound compo¬ 
sition in the United States. He is currently 
Sound Sensitivity Information Director 
(formerly Music Director) of KPFA Radio 
in Berkeley, California, where he is known 
internationally as a broadcast producer for 
avant-garde music, art and poetry. 

Amirkhanian was born January 19, 
1945, in Fresno, California. At KPFA he 
has produced several innovative series 
including The World Ear Proyecf (ambient 
sounds). Radio Events (audience participa¬ 
tion radio), the first broadcasts anywhere in 
quadraphonic sound of four-channel tape 
music by living composers, and important 
documentary programs on lesser-known 
20th Century music innovators such as 
George AntheiI, Lou Harrison, Leo Orn- 
stein, Julian Carrillo, Dane Rudhyar, Ivan 
Wyschnegradsky, and Nicolas Slonimsky. 

In 1971 he produced If In Is, an 
eleven-minute tape based on strong rhyth¬ 
mic patterns created through the repetition 
of three words (Inini, bullpup, banjo) 
arranged in phrases on separate tape loops 

and played simultaneously on multiple 
tape machines. These loops were then 
overlayed in various arrangements through 
an audio mixer to create the final piece. 
This was the first in a series of loop pieces 
produced in the manner of Just (1972) 
which is heard on this album. 

Vt/sf consists of the words rainbow, 
chug, bandit, and bomb, arranged in pat¬ 
terns of rhythmical counterpoint. The text 
for the various tape loop phrases was writ¬ 
ten in 1971 and was realized on tape one 
year later in the studios of Sveriges Radio, 
Stockholm, and premiered there in four 
channel sound. The technical production 
was done by Bertil Thernlund; the voice is 
that of Charles Amirkhanian. 

Heavy Aspirations was a 79th birthday 
gift to composer, conductor, and musi¬ 
cologist Nicolas Slonimsky. Slonimsky was 
recorded giving a lecture in which he dis¬ 
cussed “The Revolution in Twentieth Century 
Music.” Passages from this lecture, including 
an aside about Just, form the material for 
Heavy Aspirations. Certain characteristic 
speech patterns of Slonimsky have been 
incorporated into an effective portrait of this 
dynamic octogenarian. The tape was re¬ 
corded in Dolby Stereo by Robert Shumaker, 
chief engineer at 1750 Arch Street Studios. 

CLARK COOLIDGE 

Preface (1968 — excerpt) 

Clark Coolidge is one of America’s 
leading avant-garde poets. His in¬ 

novative work has generated an entire 
school of poetry devoted to the creation 
of bizarre and provocative wordscapes 
based on American English words and syl¬ 
lables. He was born in Providence, Rhode 
Island, February 26, 1939. From April 
1967 to May 1970, Coolidge lived in San 
Francisco, producing numerous text-sound 
pieces. At Mills College Tape Center, in 
1969, he made tape compositions based 
on the juxtaposition of several tape loops, 
each containing words played over and 
over again. The words appear in different 
relationships depending on the phrases 
created by the repetitions of the loops. 

Preface, the piece heard on this 
album, is atypical of this writer’s work. 
The voice material is taken from the open¬ 
ing track of Everest 3132, an American LP 
devoted to portions of a live performance 
by John Cage and David Tudor of Cage’s 
work. Variations IV. The opening track 
consists of a professional radio announc¬ 
er’s reading of a special “apology” for the 
nastiness of what is to follow — thirty- 

three minutes of unbridled sonic anarchy. 
The vivisection of the announcer’s com¬ 
ments was realized by Coolidge with the 
technical assistance of John Payne. Two 
tapes, each containing successive record¬ 
ings of the announcer’s three-minute 
introduction, were inter-cut electronically. 
The original work is one hour in duration; 
the portion heard here is the first five and 
one-half minutes of the piece. Coolidge 
writes: “Preface was inspired by that guy’s 
voice. Speech of radioman facing unre¬ 
hearsed script, producing built-in displace¬ 
ments. I only had to shift it all another 
inch or so. Everything you always wanted 
to know about John Cage and David Tudor 
but weren’t properly disposed to hear.” 



JOHN CAGE 
62 Mesostics Re Merce Cunningham 

(1970) 

John Cage (bom Los Angeles, California, 

September 5,1912) is one of 

the most well known figures of West¬ 

ern music in the Twentieth Century. His 

curiosity and persistence early manifested 

themselves in his search for new ways of 

working with sound. His interest in percus¬ 

sion, including non-pitched instruments, 

led him to the discovery that “noises” 

were as useful to sound art as were tones 

produced on regular Western instruments. 

This discovery, combined with his interest 

in the l-Ching, Book of Changes, influenced 

his use of chance operations in theatrical as 

well as musical situations in which lectures 

and readings became important elements. 

These were, in effect. Cage’s first text- 

sound pieces — his first works for the voice 

in its speaking, rather than its singing mode. 

Cage’s 62 Mesostics Re Merce Cun¬ 

ningham was written in New York City, 

March to June, 1971. It is an abstract 

homage to the prominent American dancer 

with whom Cage has long collaborated. 

The score, published by Peters Edition, 

consists of 62 pages, each containing a 

concrete poem set in transfer type by Cage. 

Each page is a mesostic on either the name 

“Merce” or “Cunningham.” (Mesostic 

means “row down the middle”; on the 

written score is a vertical arrangement of 

letters spelling either the first or last name.) 

The texts were determined by I Ching 

operations and consist of syllable and word 

mixes from Cunningham’s book Changes: 

Notes on Choreography and from thirty- 

two other books chosen by Cunningham 

from his library. 

Cage instructs the singer to utter the 

words of a single mesostic “like a single 

cry, shout, or vocal event. The words and 

syllables are not to be made clear; rather, 

attention is to be given each letter. A given 

letter may be vocalized in many ways; do 

not search to establish any pronunciation 

rule. The typeface and size differences may 

be used to suggest an improvised vocal line 

having any changes of intensity, quality, style, 

etc., not following any conventional rule.” 

The performance recorded here is by 

composer Jack Briece of San Francisco. In 

this recording he performs Mesostics 33- 

37, in two simultaneous versions recorded 

independently and later mixed. The re¬ 

cording was made by Robert Shumaker at 

the studios of 1750 Arch Street. 

JOHN GIORNO 
Give It to Me, Baby (1967) 

John Giorno was born in New York 

City, December 4, 1936, at 2:10 p.m. 

One of New York’s most active and visible 

poets, he has published four books and 

has been included in five major antholo¬ 

gies. He was one of the earliest experi¬ 

menters with sound poetry in the United 

States. In 1967 Intravenus Mind published 

an LP of two of his works: Raspberry and 

Pornographic Poem. In 1969 he orga¬ 

nized a traveling exhibition, Dial-A-Poem, 

where recorded poetry by hundreds of 

writers was made available to callers via 

telephone lines installed at The Archi¬ 

tectural League of New York, and, later, 

at the Museum of Contemporary Art in 

Chicago. In 1970 the Museum of Modern 

Art in New York carried an expanded ver¬ 

sion of the Dial-A-Poem show with more 

available incoming phone lines and more 

poems by more writers. In 1972 Giorno 

Poetry Systems published a two-record 

set of poems recorded by the authors. The 

Dial-A-Poem Poets. A second album of 

two records was issued in 1974, The Dial- 

A-Poem Poets Disconnected. 

Giorno has also experimented with 

consumer product poetry: printed texts 

on matchbooks, t-shirts, window curtains, 

flags and chocolate bars. With Alien Gins¬ 

berg, he collaborated on a poetry film: 

September on Jessore Road. 

Cive It to Me, Baby is an example 

of Giorno’s adept use of the cut-up tech¬ 

nique. This type of work involves the ran¬ 

dom integration of diverse materials into a 

single linear text which results in powerful 

juxtapositions lending new life to familiar 

phrases. The voice in this piece is that of 

Victoria Smitters (fourteen years old at the 

time), the daughter of a friend of the poet. 

Her reading was recorded in Giorno’s 

New York studio and processed through 

a Moog electronic music synthesizer by 

Robert Moog in Trumansberg, New York. 

ANTHONY GNAZZO 
The Population Explosion (1969) 

omposer, poet, visual artist, and 

electronic music systems designer 

Anthony Gnazzo was born in New Britain, 

Connecticut, April 21,1936, and has lived 

in the San Francisco Bay Area since 1967. 

His offbeat artistic manifestations are 



characterized by an obsessive preoccu¬ 
pation with arcane cerebral procedures 
of composition, a theatrical sense of the 
bizarre in human nature, and extreme 
sensitivity to detail in his handling of 
amplified or recorded sound. 

The Population Explosion is the first 
of six word works drawn together under 
the title The Oakland Sextet Each piece 
contains one word typed repeatedly in 
straight lines until an entire sheet of typ¬ 
ing paper is filled with only a one-inch 
border of blank space around the block of 
words. Included in the sextet are Canon 
(boomboomboomboom) and Maxim 
(gorkgorkgorkgork). The voice in this re¬ 
corded version is that of Anthony Gnazzo, 
recorded at 1 750 Arch Street studios by 
Robert Shumaker. You will find the record¬ 
ing in the wind-off grooves of Side One 
where the final grooves provide for many 
hours of pleasurable listening. 

CHARLES DODGE 

Speech Songs (1973-excerpts) 

Composer Charles Dodge has been 
associated closely with the 

development of computer music. He was 

born June 5, 1942, at Ames, Iowa, and 
studied music composition at the Universi¬ 
ty of Iowa and at Columbia University. His 
teachers have included Darius Milhaud, 
Gunther Schuller, Chou Wen-Chung, Otto 
Luening, Vladimir Ussachevsky, and God¬ 
frey Winham. Presently, Dodge is Assistant 
Professor of Music at Columbia University. 

Speech Songs is a set of four synthe¬ 
sized pieces, each based on a poem by 
Mark Strand. The first two of the group 
are heard on this record. Charles Dodge 
writes: “These pieces were realized on the 
DDP224 computer at the Bell Telephone 
Laboratories in Murray Hill, New Jersey, 
using a speech synthesis system created 
by Joseph Olive. The computer speech 
analysis/synthesis technique involves 
recording a voice speaking the passage 
to be synthesized, digitizing (through an 
analog-to-digital converter) the speech, 
mathematically analyzing the speech 
to determine its frequency content with 
time, and synthesizing the voice (speaking 
the same passage) from the results of the 
analysis. On synthesis, any of the com¬ 
ponents of the analysis (e.g. pitch, speech 
rate, loudness, formats) may be altered 
independently of the others. Thus, using 
synthetic speech (unlike manipulation of 

tape recording) one may change the speed 
of vocal articulation without changing 
the pitch contour of the voice (and vice 
versa). Speech Songs, Nos. 7 and 2, heard 
here provide examples of the independent 
alteration of the components of speech. 

“Even the most realistic-sounding 
vocal sounds are synthetic. I believe that 
these songs demonstrate the potential 
strength of this new medium in combin¬ 
ing the advantages of both synthetic and 
concrete sound. I consider the songs as a 
stepping stone to electronic radio drama- 
opera-theater. . .” 

ROBERT ASHLEY 

In Sara, Mencken, Christ and. . . 

Robert Ashley has been a pioneer in 
the development of electronic and 

live electronic performance. He has devel¬ 
oped the use of spoken texts in a lengthy 
series of works dating back to his opera: In 
Memoriam Kit Carson (1963). Of his work 
he writes, “My work has been involved 
with speech and electronics since the 
beginning. I don’t know why. It has been 
so close to theater on many occasions 
that I have feared I had made a mistake 

in thinking of myself as a composer. But 
probably I would have been less welcome 
in theater. The link between the two seems 
to be my interest in the social nature of 
the ensembles. I can’t figure out yet what 
musicians think they are doing when they 
play with other musicians or to an audi¬ 
ence, any more that I can figure out what 
people think they are doing when they 
talk to each other. Sometimes I just get 
lost in the sounds of the words.” 

The work In Sara, Mencken, Christ 
and Beethoven There Were Men and 
Women is a forty-minute composition 
realized on tape. The voice is that of 
Robert Ashley; the portions for Moog 
Synthesizer were designed by composer 
Paul DeMarinis and Ashley at the studios 
of the Mills Center. The text of the piece 
is that of a book of the same title by John 
Barton Wolgamot, an American experi¬ 
mental writer. It is a poem of one hundred 
and twenty-eight stanzas, one per page, 
each stanza the same sentence with four 
variables, three of which are names or 
name groups or name constructions, the 
fourth, the adverb of the active verb. 
Ashley states: “The variables over the 
one hundred and twenty-eight stanzas 
gives the poem an intricate, symmetrical 



form, suggesting both fugue and sonata. 
Fourteen names — seven each men and 
women, the heroes and heroines of the 
story — appear throughout the poem. The 
pattern of occurrence of these names and 
the changing adverbs and other names 
— names that occur only within sections 
— give the work its form. 

“In this realization the sounds of the 
voice are analyzed by means of filtering 
to plot the frequency of occurrence of 
seven different sound components (plosive 
attacks, fundamental frequencies, and 
five different harmonics), each of which is 
converted to a pulse-train that guides the 
synthesizer in synchronization of the voice 
reading of the poem. The seven tracks of 
synthesizer sounds are mixed together 
with the voice and distributed over the 
stereo image.” On this record is an 
excerpt from the complete tape version. 
You will hear stanzas 81 through 92 from 
Wolgamot’s poem. 

BETH ANDERSON 

Torero Piece (1973—excerpt) 

Composer, pianist and correspon¬ 
dence artist Beth Anderson is a 

central figure in the avant-garde music 
scene of the San Francisco Bay Area. With 
composer Charles Shere, she is co-editor 
of EAR, an anti-establishment monthly 
newspaper focusing on local composers 
and performers and including experimen¬ 
tal scores in each issue. 

Anderson was born January 3, 1950, 
in Lexington, Kentucky. She studied com¬ 
position with Larry Austin and John Cage 
at the University of California at Davis, 
and with Terry Riley at Mills College 
in Oakland, California, where she now 
resides. Her theatre piece for singers, mul¬ 
tiple orchestras, and electronics, entitled 
Joan, was commissioned for the 1974 Ca- 
brillo Music Festival at Aptos, California, 
and is one of a series of works concerned 
with women and their social situation. 

Torero Piece (1973) was commis¬ 
sioned by the composer’s mother, Marjorie 
Celeste Anderson. The full piece runs 64 
minutes but may be performed in alter¬ 
nate, shorter versions. 

Anderson writes, “The piece was 
created by assigning sounds for the various 
numbers on a virgin, commercial paint- 
by-numbers picture of a toreador. (Torero 
means toreador, but torero works nu- 
merologically in my system and toreador 

doesn’t.) The numerological assignations 
are based on the content of the unpainted 
canvas and on the performers’ names. The 
background of the painting is 'reproduced’ 
by a discussion of a passionate relation¬ 
ship in the life of the performer.” 

The performers are Beth Anderson 
and Marjorie Celeste Anderson. The 
present studio recording was made by 
Anthony Gnazzo shortly after the world 
premiere July 1, 1973, at Live Oak Theatre 
in Berkeley. 

BRION GYSIN 

Come to Free the Words (1962) 

Painter, poet, novelist, intermedia 
artist, inventor, restaurateur, poly¬ 

glot interpreter, filmmaker, and raconteur 
Brion Gysin has traveled widely; born 
January 19, 1916, inTaplow, England, he 
has lived for extended periods in England, 
Canada, France, the U.S., and Tangier. 

One of Gysin’s most famous col¬ 
laborators is the writer William Burroughs. 
It was in 1959 that Gysin discovered the 
cut-up technique which was to figure 
strongly in Burroughs’ work. 

Gysin also developed what he called 
“permutation poems.” One day, focus¬ 
ing on the words, / Am that I Am, Gysin 
realized the phrase would be visually 
symmetrical if the last two words were 
reversed. This inspired a series of permuta¬ 
tion poems in which Gysin listed all the 
possible arrangements of words found in 
a chosen phrase. He saw this as a freeing 
of language from the traditional confines 
of confessional and projective verse which 
were so currently dominant. “This had 
nothing to do with Brion Gysin. Here was 
a poem which I had not made but which 
had made itself.” He then proceeded to 
record these permutation poems, reading 
the different phrases with the appropriate 
expression. A collection of this work was 
heard over the BBC in August, 1960. 

Gysin also produced Come to Free 
the Words at the BBC, in conjunction with 
a television presentation. The poem was 
written on chalkboards by Gysin as he 
read the words. The effect without the 
visual image is still startlingly fresh, sound¬ 
ing today like a prophecy of the concep¬ 
tual art performances of the “Seventies.” 



LIAM O’GALLAGHER 
Border Dissolve in Audiospace (1970) 

Aesthetic anarchist Liam O’Galla¬ 
gher was born in Oakland, 

California, on October 2, 191 7, and cur¬ 
rently lives in Ojai, California. He studied 
painting with Hans Hoffman in New York 
and, more recently, has produced concrete 
poetry, happenings, audio and video art, 
and a body of futuristic prose cut-ups 
characterized by fast-moving, cinemati- 
cally juxtaposed images based on science 
fiction and related source material. 

In his 1971 work “Aesthetic An¬ 
archy,” he writes: “Of course it was the 
time-elapse in life that metaphor was 
describing, the mysterious dimension, 
revealed only by artists and poets — that 
kept alive man’s hope and intuition for a 
communication so subtle that we could 
push objects around by thought. Now we 
see ourselves as those objects on the video 
screen and we finally realize the great 
express has arrived. We are one body and 
getting our heads together will rid us of 
the need for ail the useless psychological 
precision (that novelists dwell upon) and 
free us to explore other realms of experi¬ 
ence and worlds interesting to our minds. 

In shaping the future of new worlds we 
must include computers, much as we 
were included earlier, in some form of 
symbiosis. Birth and death may no longer 
be surprises and so it becomes necessary 
to discover the new sources of malaise in 
the electronic age and to invent a future in 
yet another dimension.” 

Border Dissolve in Audiospace re¬ 
flects O’Gallagher’s vision of a new soci¬ 
ety in which technology might free people 
from such constrictions as passports, air 
fares, and clothes that don’t fit (he would 
prefer to step into a chamber and be 
instantly fitted by computer). Listeners will 
note that the content of the piece derives 
from the act of telephoning information 
operators in the capitals of all states and 
provinces on the Canada-USA border and 
asking for the phone numbers of the local 
zoos, leading us into a(n) (audio) SPACE 
in which borders (and, of course, zoos) 
are meaningless and unnecessary. The 
voices are those of Liam O’Gallagher, 
Robert Rheem, Charles Amirkhanian and 
a host of anonymous telephone operators 
from coast to coast. The mix was done by 
Richard Friedman in the KPFA studios. 

ARAM SAROYAN 
crickets (1965) 

Writer, photographer, and musician 
Aram Saroyan writes: “I was born 

on September 25, 1943, in New York City 
which makes me a Libra with Leo rising 
and a Leo moon (Mars in Gemini). I be¬ 
gan writing poetry around sixteen, having 
spent several years involved with pho¬ 
tography — I was Richard Avedon’s ap¬ 
prentice after school. My first poems were 
straightforward notations of my life, and 
this is the way I write (more or less) today. 
Concrete Poetry was for me an explora¬ 
tion lasting around two years, 1965 and 
‘66. This poem crickets was written in the 
spring of 1965 in an apartment building 
on East 45th in New York City, proving 
that crickets are powerful creatures, ca¬ 
pable of penetrating New York City itself. 
My most recent writing has been prose: 
The Street, an autobiographical novel (The 
Bookstore Press, 1974); and Timetables, a 
new novel just finished. 

“Over the past year or so I’ve also 
written quite a lot of songs — I sing, and 
I’m going to learn to play the guitar (I 
hope). I am married, and my wife Gailyn 
is a wonderful painter (water-colors) who 

has done the covers of my recent books. 
We have two daughters. Strawberry, three 
and a half, and Cream, a half a year old. 
We are currently trying to get a piece 
of land in the Northern Coastal area of 
California and live in a Tipi. . .” 

This recording of crickets was made 
in the studios of KPFA via telephone from 
the Museum of Modern Art exhibit “Dial- 
A-Poem” organized by John Giorno. The 
sound of the word “crickets” repeated 
many times resembles, of course, the 
sound made by crickets on a calm sum¬ 
mer evening. When you play this record, 
allow the stylus of your phonograph to 
play repeatedly in the wind-off grooves for 
full effect. 

— Notes by Charles Amirkhanian, 1974 



A PARTIAL LISTING OF INFORMATION 
AND RECORDINGS OF TEXT-SOUND 
COMPOSITIONS 

f Ou Magazine Gate House, Station Lane, 

Ingatestone, Essex, England. Contains one 10” 

LP of sound poetry and numerous poster-size 

concrete and visual poems. Works of Raoul 

Hausmann, Henri Chopin, Bernard Heidsieck, 

Frangois Dufrene, Brion Gysin, Sten Hanson, 

Ladislav Novak, Jacques Bekaert, Charles 

Amirkhanian, Gil J. Wolman, others. 

f Fylkingen Records Facks 10260 Stockholm, 

Sweden. Seven individual 12” IP’s issued in 

conjunction with Swedish Radio. Text-sound 

compositions by Ake Hodell, Lars-Gunnar Bodin, 

Bengt-Emil Johnson, Sten Hanson, Bob Cobbing, 

Umar Laaban, Franz Mon, others. Fylkingen also 

has published a world catalogue of text-sound 

pieces (1969). 

f Writers Forum 262 Randolph Avenue, Lon¬ 

don, England. Scores and magazines of sound 

poetry including kroklok, a sound poetry periodi¬ 

cal edited by dom Sylvester houedard. 

f Source Magazine Mr. Stanley Lunetta, 2101 

22nd St., Sacramento, Calif. 95818, USA. Issue 

7/8 contains text-sound work by Alvin Lucier 

on one of two 10” LP’s. Issue 9 contains scores 

and record of work by Italian sound poet Arrigo 

Lora-Totino. 

f Giorno Poetry Systems 222 Bowery St., N.Y., 

N.Y. 10012, USA, The Dial-a-Poem Poets (2 

record set) and the Dial-a-Poem Disconnected 

(2 record set) containing works by traditional, 

contemporary poets & sound poets. 

f Opus International 40/41 15 rue Fbul-Fort, 

75014 Paris, France. Special issue on experi¬ 

mental poetry with pp. 42-68 devoted to “poesie 

phonetique.” (in French) 

f Ah Magazine Mr. Herman Damen, Mgr., 

Hendriksenstraat 5, Nieuw-Wehl, Holland. Issues 

8 & 9 contain LP’s of work by Damen, Paul de 

Vree, Gust Gils, others. 

f Stereo Fleadphones Mr. Nicholas Zurbrugg, 

Church Steps, Kersey near Ipswich, Suffolk, Eng¬ 

land. Occasional journal of experimental poetry 

with special attention to sound poetry. 

f S Press Edition, Mr. Nicolaus Einhorn, D-4 

Duesseldorf, Rochusstrasse 56, West 

Germany. Write for catalogue of tapes of 

akustische literatur. Writers include Hausmann, 

Schwitters, Ruhm, Gomringer, Cage, others. 

f Kenneth Gaburo: Lingua II, Maledetto (1967- 

8). Composers Recording, Inc. S316 

(170 W. 74th St., N.Y, N.Y. 10023, USA) 

f Herbert Eimert: Epitaph forAikichi Kuboyama 

(1960-2), Wergo Records, WER 60069 (West 

Germany). U.S.; Numus-West, PO Box 146, 

Mercer Island, Washington 98040. 

f Steve Reich: Come Out (1966) Odyssey Re¬ 

cords 3216 0160 (USA), IPs Gonna Rain (1965) 

Columbia Records MS 7265 (USA). 

/Of-2- : 12^ 

Just 0 972) 4:30 8. Speech Songs (1973—excerpt: 
Charles Amirkhanian No. 2. He Destroyed Her Image) 

Charles Dodge 
2:00 

2. Heavy Aspirations (1973) 
Charles Amirkhanian 

5:58 
9. In Sara, Mencken, Christ and 

Beethoven There Were Men and 
3:53 

3. Preface (1 968—excerpt) 5:41 Women (1972-73—excerpt) 
Clark Coolidge Robert Ashley 

4. 62 Mesostics Re Merce 6:18 10. Torero Piece (1 973—excerpt) 3:44 
Cunningham (1971) Beth Anderson 
John Cage (Jack Briece, vocalist) 

11. Come to Free the Words (1962) 3:28 
5. Give it to Me. Baby (1 967) 5:34 Brion Gysin 

John Giorno 
12. Border Dissolve in Audiospace 12:43 

6. The Population Explosion (1969) 4:33 (1970) 
Anthony Gnazzo Liam O’Gallagher 

7. Speech Songs (1973—excerpt: 13. crickets (1965) 3:20 
No. 1. When 1 Am with You;) 
Charles Dodge 

1:35 Aram Saroyan 

Total Time 64:31 

Originally released in January 1975 as 1 750 Arch Records S-1 752 
Recorded in Dolby process at 1 750 Arch Street 
Produced by Charles Amirkhanian, November 1974 
Master tape of original album produced by Robert Shumaker 
CD mastering by Ken Lee Mastering, September 2003 ® 2003 Other Minds, Inc. 
Design by Jim Newman, adapted from original LP design by Sharon Stein and Robert Leverant 
Just © 1973 Arts Plural Publishing (BMI) 
Heavy Aspirations ® 1974 Arts Plural Publishing (BMI) 
62 Mesostics Re Merce Cunningham ® 1970 with the kind permission of Henmar Press (Peters Edition) (BMI) 
The Population Explosion ® 1969 Anthony Gnazzo (ASCAP) 
Speech Songs ® 1973 North Cape Music (ASCAP) 
In Sara, Mencken, Christ and Beethoven There Were Men and Women © 2002 Lovely Music (BMI) 
Torero Piece © 1973 Beth Anderson (BMI) 



' /Oj-hUl. 

OTHER MINDS 

AolVAOoV 


